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INTRODUCTION 
I first read Of Turin Turambar when I was a freshman in high school, and it immediately became 
my favorite of the stories and chapters recounted in The Silmarillion. Some of this is undoubtedly 
because the story itself is so well worked out. Some of my attraction may have come from a teen-age 
sympathy for a man who never had anything go right in his life. Yet I have continued to return to this 
story, and it has never grown old for me. Perhaps, as C. S. Lewis suggests, I have grown into it, as a 
child must grow into his clothes. Later, in high school and college I came across the other versions and 
drafts of the story and was also fascinated with them. Of them all, the one that fascinated me the most 
was The Lay of the Children of Burin. The story of Turin is vivid in the prose tale. In the poetic tale, 
The Lay of the Children of Hurin, it is even more so. Gandalf, the main wizard in The Lord of the Rings, 
says, " ... he that breaks a thing to find out what it is has left the path of wisdom." (The Fellowship of the 
Ring 272). My hope is that I will not break this poem and story, but highlight certain aspects of it. I 
must begin, however, with some words about the author, his life, and his works. 
Tolkien and Nature 
John Ronald Reuel Tolkien was born in Blomfontein, Orange Free State, South Africa in 1892 
and lived there for two years before he and his mother moved back to England for health reasons. J.R.R. 
Tolkien spent his childhood in rural England in the West Midlands. This provided the opportunity to 
learn about and appreciate Nature while still young. His mother loved Nature and taught him some 
botany while he was still young (Hammond and Scull 12). He never lost his love of Nature even though 
he eventually moved nearer to cities in order to be educated and later to teach. 
His was a classical education. He thoroughly enjoyed the study of languages and delved into 
more than just Latin and Greek. By the time he was 30 he " ... could read, write or speak most of the 
Romance languages, Anglo-Saxon, Welsh, Finnish, Icelandic, German, Old German, Gothic, and several 
other obsolete tongues" (Grotta-Kurska 57). His passion, however, was medieval languages and the 
literature. They were the primary source of inspiration for his later works of fantasy. 
Although best known as a scholar and writer of fantasy fiction, he was an amateur artist of quite 
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some talent, and his love of Nature comes out in his paintings and drawings. Twenty-one of these 
drawings and paintings are of the English countryside, while many others depict the landscapes of his 
fantasy works. There are also miscellaneous sketches of plants, most of them flowers and trees 
(Hammond and Scull). 
Tolkien's love of Nature is also apparent in all of his fictional works. Readers of The Hobbit may 
remember the account of the storm in the Misty Mountains that drove the dwarves to seek shelter in the 
goblins' cave. They will certainly remember the description of Mii-kwood, with its enchanted river, and 
the large spiders that captured and bound the company of dwarves. Readers of The Lord of the Rings will 
recall the detailed descriptions of landscapes, even if those descriptions were skimmed over in order to 
get to the more "exciting" parts. In such skipping these readers have missed the importance of Nature 
within his works, for it is not just backdrop. 
His introductory note to "On Faerie Stories" clearly reveals his love of Nature, and particularly 
of trees. He speaks of a poplar he used to see from his window. 
It was suddenly lopped and mutilated by its owner, I do not know why. It is cut 
down now, a less barbarous punishment for any crimes it may have been accused 
of, such as being large and alive. I do not think it had any friends, or any 
mourners, except myself and a pair of owls. (The Tolkien Reader 26) 
This may be particularly seen in the Ents. They are creatures who are the "shepherds of the 
trees." They speak with and protect the trees, and are a bit tree-like themselves. 
They (the main characters) were looking at a most extraordinary face. It 
belonged to a large Man-like, almost Troll-like, figure, at least fourteen foot 
high, very sturdy, with a tall head, and hardly any neck. Whether it was clad in 
stuff like green and grey bark, or whether that was its hide, was difficult to say .. 
. . The lower part of the face was covered with a sweeping grey beard, bushy, 
almost twiggy at the roots, thin and mossy at the ends. (The Two Towers 66) 
Elves (who are tall and noble, not tiny, rascalish, diminutive creatures) taught the trees to speak 
because they wanted to talk with them. The hobbit Samwise wants nothing more than to get back to his 
home to plant and work in his garden. The Elf queen Galadriel gives him a small seed that grows into a 
beautiful mallorn tree. Those who have read Silmarillion will recall that before the sun and the moon 
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were created the world was lighted by the Two Trees, Telperion and Laurelin. 
The focus of this study is Tolkien's depiction and description of Nature within a largely 
unstudied version of one of the stories found in Silmarillion. Before launching into that discussion, 
however, I would like to say something of that work's composition and place within the context of 
Tolkien's other works. 
Tolkien's Works 
Tolkien was scholar of Medieval Literature, and many of his publications reflect this pursuit. 
His essay "Beowulf: The Monsters and the Critics" is still considered to be a watershed in Beowulf 
scholarship. The already mentioned his essay "On Fairy-Stories." is also considered a great work in the 
treatment of mythology, fantasy, and fairy-tale literature. Besides his numerous essays, he also worked 
on translations of Beowulf, Gawain and the Green Knight, Sir Oifeo, Pearl, and other medieval texts. 
All of his scholarship revolved around medieval language and literature. He was so steeped in this 
period that almost everything post-Chaucer held little or no interest for him. The notable exceptions 
were works of fantasy or science fiction (Carpenter, Inklings 172, Carpenter, Tolkien 69-70). 
Despite all this scholarship, Tolkien is best known for his fantasy works: The Hobbit (1937), The 
Lord of the Rings (1954-1955), and The Silmarillion (1977). The peak of their popularity was the late 
sixties, but sales, though lowered, have continued. In 1997, Patrick Curry said that The Lord of the Rings 
had sold about fifty million copies, and The Hobbit about thirty-five to forty million copies (Curry 12). 
In fact, "Last year, The Lord of the Rings was named the '#1 Book of the Century' in a survey of more 
than 25,000 avid readers in the United Kingdom" (www.newline.comllordoftherings.htrnl August 31, 
1998). Tolkien himself was taken aback by the fame and popularity he had achieved. In response to 
letters from fans he returned to writing stories of an older time period. 
Tolkien's fantasy world has four main ages. The majority of his life he was concerned with 
writing the mythologies and legends of the First Age of this world, known as Middle-Earth. He began to 
write these during World War 1. When he wrote The Hobbit for his children in the 1930's, he had already 
written quite a few of the myths and legends of the First Age. He "had at first no intention that the 
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bourgeois world of Bilbo Baggins [the main character] would be in any way related to the vast 
mythological landscape of The Silmarillion. Gradually, however, elements from his mythology began to 
creep in" (Tolkien 178). When his publishers liked The Hobbit they asked him for more of his work. He 
gave them some of the stories of the First Age. The publishers turned them down, but requested more 
information about hobbits. So he wrote The Lord of the Rings, which follows The Hobbit and takes the 
reader to the end of the Third Age and the beginning of the Fourth Age. The Lord of the Rings had even 
more references to people and places of the First Age and the Second Age. Many readers were tantalized 
by these brief glimpses and clamored for more. So, after many years, Tolkien was able to return to what 
he had originally submitted: the stories of the First Age that had been turned down. 
Now, however, the earlier works needed to be checked for consistency with the published works. 
Letters from fans needed to be answered, and he was getting older. He died in 1972, without having 
published his beloved tales of the First and Second Ages of Middle-Earth. His son Christopher 
succeeded him, not as author, but as editor. As the child who had read and given feedback to most of 
Tolkien's early drafts, Christopher was (and is) better acquainted with the development of his father's 
stories than anyone else. So he compiled the stories, edited them, and published them in 1977 as 
Silmarillion. Since then he has continued to publish his father's works, beginning with Unfinished Tales, 
a volume of mostly completed stories that fill in gaps in Silmarillion and The Lord of the Rings, and 
finishing recently with a 13 volume series called The History of Middle-Earth. This series starts with 
Tolkien's earliest stories and traces the entire development of Tolkien's works and the relation of the 
various drafts and stages of the tales to each other. It also includes linguistic, social, and theological data 
that could not be included within normal story parameters (unless of course you happen to be James 
Michener or Herman Melville). 
Within these works there are several main tales that became increasingly larger, more detailed, 
and more gripping. One of these is the tale of Turin Turambar, an ill-fated, cursed hero, inspired by the 
Finnish story of Kullervo. This story developed so much that Tolkien began to call it variously Turin's 
Saga or the Saga of Turin (War of the Jewels, 244). Had he lived long enough to iron out the wrinkles 
and to add the details he wished, it could probably have been published as a book in its own right. 
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Unfortunately, he left just enough inconsistencies in the extant drafts that even Christopher has not 
attempted to publish a full account of Turin's life. He has, instead, published the various drafts with his 
own commentary and notes appended. The developing drafts of the tale take up 224 pages in 
Christopher's published versions. His commentary and notes cover another 95 pages. It is from these 
pages that I draw the information for the greater portion of this thesis. 
The titles of these works and the volumes in which they may be found are as follows: Turambar 
and the Foaloke from The Book of Lost Tales: Part Two; The Lay of the Children of Hurin from The Lays 
of Beleriand; Of Turin Turambar from Silmarillion; and Narn I Hin Hurin from Unfinished Tales. 
Although the last two are the latest drafts, and are thus more in line with Tolkien's ultimate aims for the 
story, my interest is mainly in The Lay of the Children of Hurin. (For ease of reference throughout this 
thesis I will refer to these works by the following shortened titles, respectively: Lost, Beleriand, 
Silmarillion, and Unfinished. For references to the Lay itself I will simply say "Children" and use a 
Roman numeral to indicate the draft of which I am speaking.) 
Children is given in two incomplete drafts. The first draft is 2,276 lines long and carries the tale 
of Turin about three-quarters of the way into his brief life. The second draft is only 817 lines and barely 
reaches his 19th year. Both are alliterative verse and follow the Anglo-Saxon practices for this type of 
verse. It is this poem which I intend to focus on, although the other versions of the stories will be 
brought in as well for the sake of comparison and contrast. 
It is interesting to note that although Nature is important in all the drafts of the story, its 
presentation is much more dynamic in the poetry than in the prose. Within the prose drafts Nature is 
primarily a reflective or influential backdrop for the characters and the events, and seldom acts as agent 
or object. Within Children, Nature is much more fully realized, both as setting and as agent. In this 
thesis I will examine Nature as setting, Nature and character as mirror, Nature as agent, and Nature as 
metaphysics. 
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A Summary of the life of Turin Turambar 
Before I delve into the uses and roles of Nature within this story in general, and Children in 
particular, I should relate in brief the story of Turin. Although there are several drafts of the tale, the 
only elements that really change are names of certain characters, and the addition of details. The crucial 
elements and plot line remain the basically the same throughout the various drafts. 
Turin's father Hurin is captured in the Battle of Unnumbered Tears and is taken before Morgoth, 
the evil, devil-like enemy. Hurin defies Morgoth to his face, and as punishment Morgoth curses Hurin's 
family. He then binds him to a mountain from which he must watch the curse work itself out. 
Turin is sent away from home for his safety and is fostered by the elf king, Thingol. (The second 
draft of the Children ends here at line 817.) At age nineteen, being provoked he kills an elf (Orgof or 
Saeros, depending on the draft) and outlaws himself needlessly. (In later versions the elf dies by his own 
fear of Turin, and Turin is completely guiltless.) As an outlaw he is betrayed to the Orcs who drag him 
off toward Angband, Morgoth's fortress. His friend Beleg rescues him, but Turin, in a state of semi-
consciousness, slays Beleg, thinking him an Orc. Realizing his error, he sinks into deep depression and 
must be led away by the hand by Beleg's companion, Flinding (or Gwindor, in the later story). He is 
healed of his grief at the pools of Ivrin. 
The elf leads him to the hidden kingdom of Nargothrond, where Turin quickly rises to popularity. 
Against his desire he falls in love with the same maiden that his companion loves. (At this point the first 
draft of Children ends abruptly mid-sentence.) Eventually it is his counsel that brings about the 
discovery and downfall of Nargothrond. The maiden he loves is dragged away by Orcs, while he is held 
hypnotized by the dragon Glaurung. When he is loosed from the spell, he is still deceived by the dragon 
and goes seeking his mother and sister, rather than the maiden he loves. When he gets home, his mother 
and sister are long gone. He realizes the dragon lied and in fury at the way that the interlopers have 
treated his people kills their lord and is once again forced to flee, having made his people's situation even 
more dangerous. He finally falls in with some woodsmen who tell him that the elf maid he loved is dead. 
Turin refrains from telling them his name, calling himself Turambar (master of doom), and joins their 
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band. 
Meanwhile his mother and sister have fled to Thingol, only to find Turin gone. They go to 
search for him at Nargothrond, but are caught by the wiles of Glaurung. Morwen, the mother, manages 
to flee, but Turin's sister Nienor is hypnotized and her memory obscured. She wanders into the woods, 
flees some Orcs and swoons on hilltop. 
There Turin finds her but does not recognize her since she was only just born when he left home. 
He takes her to the woodsmen's village, falls in love with her, and marries her. Eventually the dragon 
starts moving north to where the woodsmen are. Turin plans an attack on the dragon and succeeds in 
killing him. As he pulls the sword out, the dragon's venomous blood gushes out and bums his hand such 
that he swoons. When Nienor finds him, she bandages his hand. The dragon comes to and with his 
dying breath gives her back her memory and tells her who Turin is. She, now pregnant, goes into 
absolute despair, throws herself into a ravine, and is washed away by the raging river. When Turin 
regains consciousness he seeks her. The woodsmen tell him that she is gone, that she has killed herself. 
One of the men overheard the dragon's words to his sister and repeats them. Turin slays him in a rage 
and runs off. Shortly thereafter he is found by some elves, who tell him that his mother and sister were 
lost. He realizes that the dragon was right. He has married his sister. He runs off again and kills 
himself, with the same sword he used to kill Beleg. 
As has been previously mentioned, Tolkien's love of Nature comes out strongly in his works, and 
the story of Turin is no exception. How does he depict Nature within this story? Is Nature depicted with 
a modernist view, reflecting the age of which Tolkien, a contemporary of T.S. Eliot, is a part? Or is it 
depicted with medieval perceptions, in keeping with the flavor of the stories, and the documents in which 
Tolkien immersed himself? I will briefly examine both the medieval and the modem views of Nature. 
Once these have been examined we may tum specifically to the story of Turin and the role of Nature 
within that story. 
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The Medieval View of Nature 
The concepts that informed the medieval world-view were primarily theistic. In pagan, 
pre-Christian Europe, Nature was believed to be governed by the gods. WodeniOdinIWotan was the 
chief god. Thor was in charge of thunder. NiordINjord was the god of the sea. Frey and his sister Freyja 
were god and goddess of fertility and crops. Hoth was the god of winter. Various natural occurrences, 
whether bad or good, could be explained by reference to these and other gods. 
With the arrival of Christianity, the theism of Western Europe changed a bit. The old gods 
displaced by the God of the Bible. The view of Nature remained theistic, however. There was still a 
belief in creation, in divinely ordered nature, and in divine intervention. Vestiges of the old religions 
remained alongside the new religion. Tales of fairies, ogres, elves and the like still circulated and 
became mixed with Christian teaching. Beowulf, the first great work of English literature, has references 
to God as well as to sea monsters, serpents, and beasts like Grendel. Grendel himself is linked to the 
Bible. The author of Beowulf states that he is descended from Cain. 
Nature then is not ordered in the way that we of the late twentieth century imagine order. Most 
of us think of Nature as being ordered like a machine, something that was programmed to run a certain 
way and that runs that way. For us Nature is something that can be discovered, that can be understood, 
that can be measured. Even though Nature was viewed as ordered by medieval people, it was not ordered 
like a machine. It was ordered like a being. It was ordered as a body. It also lived as a being. Carolly 
Erickson says, "As defined here [in Neoplatonic cosmology], life is something other than sentience or 
reproductive capacity; it is an inescapable quality of existence which is shared by stones, water, fire as 
surely as it is by angels and trees. All creation is alive, and this life puts an indefinable bond between 
animate and 'inanimate' nature" (Medieval Vision 12-13). Throughout this study I will use "animate" and 
"animation" in this sense. In other words, within this study "animate" will not refer primarily to 
movement but rather to the quality of having a soul or a life, as the original meaning of the word anima 
implies. 
Nature was also divinely ordered, not like a Deist world-machine, but divinely ordered in such a 
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way that supernatural and spiritual beings, omens, and visions were accepted as natural. Dragons were 
not an impossibility to the medieval mind, nor were giants, nor any other supernatural/mythical beings. 
This is not to say that sightings of these beings were not extraordinary, but "though the appearance of a 
noncorporeal being was terrifying, it did not challenge the very ground of their perception" as it would 
ours (Erickson. 30). 
To us of the late twentieth century, sightings of dragons and noncorporeal beings seem 
ridiculous. We try to explain them away as stories that have been exaggerated, or as the products of 
delusions or hallucinations. We are forced to do this because our view of Nature does not permit belief 
in anything supernatural. To refer back to Erickson, the "very ground" of our perception is challenged by 
these things. We cannot believe it. 
The medieval mind also saw Nature as hierarchically ordered. A. O. Lovejoy's book notes The 
Great Chain of Being, notes the medieval sense of a "hierarchy of nature" carrying "infintesimal 
gradation" (90). The exact and specific details of this hierarchy may have varied from place to place and 
time to time, but there was nevertheless a hierarchical order to things, from God to dirt. Everything else 
was in-between, and those in between things were also hierarchically ordered. Certain animals were 
more noble than others. Certain plants were more noble than others. This type of thought is even present 
as late as Milton. In Paradise Lost, the angel Raphael explains the hierarchical arrangement of the 
cosmos: 
"Oh Adam, one Almighty, is from whom 
All things proceed, and up to him return 
If not depraved from good, created all 
Such to perfection; one first matter all, 
Indued with various forms, various degrees 
Of substance, and, in things that live, of life; 
But more refined, more spiritous and pure, 
As nearer to him placed or nearer tending 
Each in their several active spheres assigned, 
Till each body up to spirit work, in bounds 
Proportioned to each kind. So from the root 
Springs lighter the green stalk, from thence the leaves 
More aerie, last the bright consummate flower 
Spirits odorous breathes: flowers and their fruit, 
Man's nourishment, by gradual scale sublimed, 
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To vital spirits aspire, to animal, 
To intellectual; give both life and sense, 
Fancy and understanding; whence the Soul 
Reason receives, and Reason is her being, 
Discursive, or Intuitive: Discourse 
Is of test yours, the lattermost is ours, 
Differing but in degree, of kind the same." (V 469-490) 
There are two things here which are crucial. The first is the hierarchy that has already been 
mentioned. Milton uses a flower to exemplify the hierarchy of all created things. There are still vestiges 
of this hierarchical way of thinking within our own time. We may mention the horse being a noble beast, 
for example. 
The second thing to note is that God is not just a creator. I have stated before that this world was 
not a Deistic world-machine. The Medieval God was not a clock-maker who made the world, wound it 
up and then let it go. The Medieval God sustains the world. Milton notes this in the first line quoted, 
that all things come from God and eventually return to him. The tense he uses is present, not past. He 
does not say that everything came from God, but that they all come from God. God not only created the 
world, he cares for it. Martin Luther is reported to have said that if God wanted to destroy the world, he 
would not have to do anything, he would have to stop doing something. 
What we see then, in the medieval view is: that the world is divinely created, ordered, and 
sustained, that therefore the supernatural and the natural are not divorced from each other, that Nature is 
hierarchical, and that Nature is animate. 
These medieval perceptions of Nature being stated, we can proceed to Tolkien's depiction of 
Nature. Although I have mentioned that Tolkien loved Nature, and that that love spilled over into his 
works, it is not the goal of this paper to make a far reaching statement concerning Tolkien's personal 
beliefs. My study is limited to the view of Nature in the tales of Turin Turambar. The view within these 
tales may only represent his effort to be faithful to the thought of an earlier age. Steeped as he was in 
medieval literature, it would not be surprising to find medieval depiction within his own heroic works. 
This is what I will examine. 
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NATURE AS SETTING 
The most obvious and most common role of Nature in literature as a setting. Unless an entire 
work takes place within a man-made structure, completely cut off from the outside, most works at least 
use Nature as setting. A story takes place in the woods, or in the desert, or on a high plain, or perhaps all 
three of these, if the main characters happen to be traveling. Setting is perhaps the most common 
function for Nature to play within a story. 
Within the prose narratives of Turin's life, Nature is often used simply as stage, and is described 
in terms of "props." Trees may be to the left, hills to the right, and a stream in front. Adjectives 
occurring within this context appear to be "factual"; they mark physical characteristics: "lofty," "grassy," 
"swift," "rocky," "high," "cloven," "sere," "thinner," "bright," "steep," "red," "long," "green," "drier," 
"empty," "stony," "cool," and "sheer." 
There are a few instances in which Nature as setting gains some anthropomorphic or animated 
qualities. The woods in which Turin and his guards become lost is described as having "gloomy trees" 
(Lost 71). "Gloomy" is a word that is slightly ambiguous. It can mean "dark" or "sad," or both. But in 
the next line Tolkien describes them as "dark and little kindly" (Lost 72), in a sense amplifying and 
making clearer the intended meaning. In Silmarillion the woods of Taur-na-Fuin are described as 
"dreadful" and "evil" (206). Later Turin comes to a "smiling region" (Lost 92). The river Teiglin, in 
which Nienor throws herself, is described as "unremembering" and "unheeding" (Lost 109). The word 
"unheeding" suggests that Nature could or would be able to react or respond to human words and actions. 
This idea will be examined more closely later. Suffice it to say that Nature responding to humans is not a 
mechanistic thought. 
Although Nature most often appears as a physical setting in the prose drafts, in Children it is 
rarely that simple. Most of the time in fact it is anthropomorphized, or at the very least is animated. 
Even as setting it is a living, breathing entity. Here we have descriptions of "pitiless stone" (708), 
"rock-fast roots writhing coiled" (912), marching mountains, mounting moon, wailing wind, "bare 
bosmed earth" (1198) and "branches .. .Idid greedy grope with gloomy malice (1433-1434). In lines 
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1604-1605 the sun wades. In 1674-1676 the bushes are in anguish. 
Yet, even within the prose, the role of setting becomes more complex. Tolkien is, within his 
works, creating a secondary world. It is his concern that this secondary world (CF. "On Faerie-Stories") 
be as real and as ordered as the primary world, the one in which we live. For this reason, Nature as 
setting takes on a new dimension. It must be described thoroughly. Readers of The Silmarillion may 
recall that Tolkien devotes an entire chapter of Silmarillion to describing the geography of Beleriand, the 
land in which the story is set. This must be done because the story does not take place in any 
geographical region with which the reader is familiar. It follows therefore that we should spend some 
time looking at the setting in which the story of Turin takes place. 
Turin lived his life entirely in the western half of Beleriand. Beleriand was at this time split up 
into kingdoms, which were run by various elf kings and their human allies. Although he spends his life 
serving two of these elf kings, Thingol and Orodreth, Turin is born the son of a lord of Men in 
Dor-Lomin, in Hithlum. This is a region that is surrounded by wooded hills and lies to the northwest. 
When his mother Morwen sends him to the elf king Thingol to be fostered, he goes southeast to the forest 
of Doriath, and dwells in Menegroth, the Thousand Caves. Doriath is both vast and ancient, and is 
protected from evil by the magic spells of Thingol's wife, Melian. It is here that Turin is fostered and 
learns woodcraft as well as warfare. It is on the borders of Doriath that he performs his first great deeds 
against the Enemy's minions. As an outlaw he continues to live in this forest, until Beleg finds him. 
Then looking for a good hideout he strikes a bargain with a dwarf and makes his home within a treeless 
hill that overlooks a large plain. After his capture by the Orcs and his rescue by Beleg and Gwindor, he 
lives in Nargothrond under the reign of the elf king Orodreth. Nargothrond is a fortress hidden deep 
under the hills by the river Narog. The area is lightly wooded, having been cleared for fields. The trees 
may be noted in Children 1(1740-1741, 1768-1769, 1798) and in the drawings that Tolkien himself did 
of the site (Pictures by Tolkien, plates 33, 34). When Nargothrond fell, Turin returned briefly to his birth 
home, and from there to the forest of Brethil. It is here he died. Thus probably two-thirds of his brief life 
was lived in forests. 
In fact, in introducing himself to the men of Brethil, he named himself "Wild Man of the 
13 
Woods" (Silmarillion 216, Unfinished 110). Given that the woods in which Turin spends much of his 
time provide him with a sobriquet as well as woodcraft, do they influence him in any other ways? What 
is the role of the woods (and other natural items) within Turin's life? Indeed, "Wild Man of the Woods" 
may be a bitter reflection. It is his time in the woods that is the catalyst for the murder of Orgof, early in 
Turin's life. Turin had been fighting on the borders of Doriath, living in the woods. He had returned to 
Menegroth to the king's halls for a rest. He had come to the king's table to eat. Children describes him as 
.. .lithe and lean, and his locks were wild, 
and woodland weeds he wore of brown 
and grey and green, and gay jewel 
or golden trinket his garb knew not. (Children 1444-447) 
Orgof (whose name is Saeros in later versions); is a vain elf and taunts Turin about his 
appearance. "but Turin untroubled neither turned his head! nor wasted words on the wit of Orgof' 
(Children 1467-468). Orgof then increases his taunting and offers Turin a comb saying, 
"Nay, an thou knowest not thy need of comb, 
nor its use,' quoth he, 'too young thou leftest 
thy mother's ministry, and 'twere meet to go 
that she teach thee tame thy tangled locks 
if the women of Hithlum be not wild and loveless, 
uncouth and unkempt as their cast-off sons." (485-490) 
At this point Turin loses his temper and in the earlier versions, including the Children, throws a 
drinking hom at Orgof. The hom hits Orgof full in the face, knocks him backwards; he hits his head on 
the stone floor and dies. In the later versions, Turin only breaks Saeros' face, but Saeros gets upset and 
waylays Turin. Turin, due to his woodcraft hears him coming, bests him and forces him to run naked 
through the woods. Saeros, afraid Turin will kill him, attempts to leap a ravine and fails. He dies in the 
fall. Regardless of how the story plays itself out, the taunting and the subsequent death of Orgof/Saeros 
are contingent on the fact that Turin had been out in the woods. 
The question to be asked at this point is this: Is it the woods' fault that Turin acted as he did? Is 
the forest somehow responsible? This is a difficult question. If man gets thirsty in the desert, is the 
desert responsible? In our day and age we would answer, "No, the desert is not responsible, cannot be 
responsible, because the desert is inanimate. It has no will." And yet we may say, if the man dies that 
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the desert killed him. To our minds, it is unlikely that the woods caused this event out of some malice, 
ill-will, or other conscious intent. It seems to be more of a cause and effect type of occurrence. Turin is 
in the woods. He gets unkempt. He runs into a vain elf. The elf taunts because of the unkemptness. The 
elf insults Turin's mother. Turin gets mad. This seems much more on the mechanistic end of the scale 
than does Turin's healing at Ivrin, which is discussed a little farther down. Nature here seems to operate 
without personality, or intent, and is not being used by any supernatural power. Although it is true that 
Nature is more animate in the Children than in the prose, there is no evidence in either to suggest that the 
woods were at fault. Indeed, in the Nam, Tolkien states, "he cared no longer for his looks or his attire, 
but his hair was unkempt and ... grey cloak stained with the weather" (Unfinished 79). This implicates 
Turin himself in the matter of his appearance. We have here no statement that the woods took an active 
role in making Turin to appear the way he does. 
Besides the woods, caves are a recurring home for Turin. Menegroth, the hideout in Amon 
Rudh, and Nargothrond, are all caverns. Throughout his life Turin is a man of action. These caves serve 
to hide him, but he often feels stifled by them as well. Thus, although his home may be in caverns, he is 
frequently to be found outside of them, doing battle against the minions of the Enemy. He uses caves 
only as hideouts. Of the three caverns, two are discovered by the enemy. Amon Rudh is betrayed to the 
Orcs by the same dwarf that showed it to Turin. Nargothrond, however, is in a way betrayed by Turin 
himself. By urging the inhabitants to bring open war against Morgoth, he revealed the location of 
Nargothrond to him. By refusing to throw down the bridge he had built, he facilitated the sack of 
Nargothrond. Yet although these events are significant, the role of Nature within them is not. Nature 
here provides little more than a dwelling place. The caves do not have a strong impact on his life in such 
a way that the reader of the story would say, "Wow, he really had a bummer of a life living in the woods 
and caves all the time." 
Most of the time, Nature only affects the moods of the character, and does not take a major role 
in the crucial turning points of the character's life. As a matter of fact, there is no profound, life-shaping 
act of Nature to be found throughout all the drafts. There is one late development, which is not present in 
either Lost or Children. This is the lightning flash that reveals to Turin that he has killed Beleg. The 
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massive thunderstorm leading up to and culminating just after the death of Beleg, is present in all but the 
first draft, but the lightning strike was brought in only in the later drafts of Silmarillion and the Narn i 
Hin Hurin. Likewise, in Silmarillion and the Narn, it is a lightning flash that reveals Nienor's presence to 
Turin, as she lies swooned upon a hill. (Silmarillion 219, Unfinished 122). 
This act of Nature may be said to directly influence the course of Turin's life. There is one more: 
the healing of Turin by the pools of Ivrin. Although Silmarillion glosses over the event, Children details 
the experience. From this detailing we can see the beauty and complexity with which Tolkien depicts 
Nature in Children: 
they harried o'er Hithlum the heights scaling 
that lay behind the lake's hollow, 
the Shadowy Mountains in the sheen mirrored 
of the pools of Ivrin ... 
there born anew 
was hope in his heart as they hastened down 
to the lake of laughter. A long and narrow 
arm it reaches that ancient rocks 
o'ergrown with green girdle strongly, 
at whose outer end there open sudden 
a gap, a gateway in the grey boulders; 
whence thrusteth thin in threadlike jets 
newborn Narog, nineteen fathoms 
o'er a flickering force falls in wonder, 
and a glimmering goblet with glass-lucent 
fountains fills he by his freshets carven 
in the cool bosom of the crystal stones. (Children 11579-1598) 
Obviously, we have setting here, beautifully described. Yet, it is not only setting. Within this 
passage the lake "reaches an arm," the river (Narog) is described as newborn, he thrusts himself, and is 
said to "fill" the lake in the same way that a man fills a goblet. The pronoun "he" is used, rather than the 
pronoun "it." The "crystal stones" have or are a "cool bosom." This is clearly not a mechanistic 
depiction of Nature. Nature here is not just the setting; it is animated, and anthropomorphized. The lake, 
the river, even the stones are somehow animate. Besides this animation in and of itself, it has an effect 
on Turin. Children says, " ... There [at Ivrin] born anew/ was hope in his heart" (Children 11585-1586). 
Farther down, after drinking from the pool "hurt's ease found he, heart's refreshment,! from the meshes of 
misery his mind was loosed" (1601-1602). Finally, the next morning he is finally able to release his 
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anguish and he cries. When his grief is spent, he sings a song for Beleg, his friend, "There wondrous 
wove he words enchanted,! the woods and water waked and answered,! the rocks were wrung with ruth 
for Beleg" (Children 11659-1661). It is from this account of the healing that we truly grasp his pain. 
Christopher says, " .. .it is only from this poem that we can fully grasp the extremity of the disaster for 
Turin, that he had killed his friend" (Beleriand 90). This is just one plain example of the way Children 
grants Nature a complexity which is not to found in the prose drafts. 
Although Nature is portrayed here as an animate entity that responds to Turin's song, it is not an 
agent. It does not act on its own volition to heal Turin. Turin's healing comes about due to the blessing 
that is placed on the lake, by Ulmo (called Ylmir in Children), the lord of the waters. 
Thus Flinding spake the spell feeling 
Of Ylmir the old and unforgetful, 
Which hale and holy haunted Ivrin 
And foaming Narog, so that fared there never 
Orc of Morgoth, and that eager stream 
No plunderer passed. (Children 11571-5176) 
Later in the story that blessing is gone. When Turin passes Ivrin after the fall of Nargothrond, he 
is not healed from the lies of Glaurung. Tolkien states, "he came with the first ice to the pools of Ivrin, 
where before he had been healed. But they were now but a frozen mire, [having been defiled by 
Glaurung (Silmarillion 212)] and he could drink there no more" (Silmarillion 215). To better understand 
this blessing or supernatural power we must examine some of the cosmology of the world in which 
Tolkien sets his story. 
Cosmology and Order 
Tolkien's world, like the medieval world, is divinely ordered. "In the beginning Eru, the One, 
who in the Elvish tongue is named Iluvatar, made the Ainur of his thought; and they made a great Music 
before him. In this Music the World was begun" (Silmarillion 25). The world is no accident, no big 
bang. Once the world is created, some of the Ainur go down into it to develop it. These, says Tolkien, 
are the beings that men have mistakenly called gods. These beings do not leave men and elves alone. 
They seek them out. They help them to learn. They even invite the elves to come with them to their 
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paradise home in the West. Some of the elves accept the invitation. Of those that do, one group later 
rebels and leaves paradise. The Valar (gods) let them go, but warn them of the dire consequences of their 
deeds. At this point many of the Valar close themselves off from elves and men, and help them only in 
times of extreme need. Yet this does not keep the Elves or men from invoking or calling out to the Valar 
in times of need. In fact, the second draft of Children begins with an invocation, 
Ye Gods who girt your guarded realms 
with moveless pinnacles, mountains pathless, 
o'er shrouded shores sheer uprising 
of the Bay of Faery on the borders of the World! 
... Lo! hear what Elves with ancient harps, 
... still sing in sorrow. (Children II 1-12) 
Within both drafts of Children, Beleg credits the Gods for the safe and timely travel of Turin to 
Doriath: "the Gods have guided you to good keeping" (Children 1215, II 528). 
One of the Valar consistently takes interest in Elves and Men, despite their rebellion. He is 
VImo, Lord of the Waters, known as Ylmir in the early drafts. "Friend is Ylmir! who alone remembers in 
the Land of Mirth! the need of the Gnomes" (Children 11534-1536). (The Gnomes are those elves who 
are also called Noldoli in the early writings and the Noldor in the later versions.) Silmarillion goes on to 
elaborate this comment: "VImo loves both Elves and Men, and never abandoned them, not even when 
they lay under the wrath of the Valar" (Silmarillion 27). The rest of the paragraph delves into even more 
detail concerning VImo's involvement with Elves and Men. 
At times he will come unseen to the shores of Middle-earth, or pass far inland up firths 
of the sea, and there make music upon his great horns, the VIumuri, that are wrought of 
white shell; and those to whom that music comes hear it ever after in their hearts, and 
longing for the sea never leaves them again. But mostly VImo speaks to those who dwell 
in Middle-earth with voices that are heard only as the music of water. For all seas, lakes, 
rivers, fountains and springs are his government; so that the Elves say that the spirit of 
VImo runs in all the veins of world (Silmarillion 27). 
The final statement of that paragraph surely shows a non-mechanistic depiction of Nature. We 
see it again very briefly in a simple descriptive portion of Children. Describing a seashore, Children says 
that the pebbles " .. .in the moon do gleam, or moan and grind! when the Dweller in the Deep drives in 
fury! the waters white to the walls of the land" (Children I 1564-1566). Christopher equates the "Dweller 
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in the Deep" with Ulmo and cross-references the term to another story (Beleriand 93-94). 
This divine order extends farther than a god simply whipping up the sea. It is due to Ulmo that 
Turin is healed at Ivrin. Although there is no direct intervention on Ulmo's part, no laying on of hands or 
casting of spells, Turin's healing comes about because of the blessing that Ulmo has laid on the pool of 
Ivrin. "Lo! cool and clear by crystal fountainsl she is fed unfailing, from defilement warded! by Ylmir 
the old" (Children 11527-1529). 
Ulmo has yet another role in the story of Turin, which is not in Children for the simple reason 
that Children does not get that far into Turin's life. As Turin dwells in Nargothrond, Morgoth's legions 
move closer. In Lost, this is purely by chance. In Silmarillion it is Turin's open war policy that reveals 
Nargothrond's location to Morgoth. To aid this open war policy Turin contrives to have bridges built 
across the river so that large numbers of troops may be mustered and moved out quickly. In both drafts 
Ulmo warns Turin and the Elves of Morgoth's increasing might. In the first draft Ulmo's warning is 
implicit. "Dreams came to them bidding them arise and depart swiftly and secretly .... Whispers too 
there were in the stream at eve, and those among them skilled to hear such voices added their foreboding 
at the councils of the folk" (Lost 84). In Silmarillion Ulmo's role is more explicit: 
They [Elvish messengers from the coast] told also that Ulmo had come to Cfrdan, giving 
warning that great peril drew nigh to Nargothrond. "Hear the words of the Lord of the 
Waters!" said they to the King. "Thus he spake to Cfrdan the Shipwright: 'The Evil of 
the North has defiled the springs of Sirion, and my power withdraws from the fingers of 
the flowing waters' " (Silmarillion 212). 
It is because the king listens to Turin's council, against the warning of Ulmo, whether implicit or 
explicit, that Nargothrond is destroyed. 
I mentioned above that a thunderstorm is present in the accounts of Turin's rescue by Beleg, and 
his subsequent killing of Beleg. What is the role of this thunderstorm in relation to the concurrent 
events? It is not present in Lost, but is added in detail in Children, and then maintained throughout the 
subsequent developments of the tale. In both Children and Silmarillion the storm begins just before the 
rescue, reaches the place where the rescuers are at the time when Turin kills Beleg. and ends by morning 
of the next day. This is obviously Nature as reflection of the characters' moods or actions in the 
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traditional romantic sense of the term. It also works as an element of the plot, being a part of the rising 
and falling action of the story at that point. And yet, are there elements of life or animism within the 
storm itself? Is the storm, like the pools of Ivrin, in some way connected to the Valar? Within Children, 
the storm is certainly more animated, and even anthropomorphized more than in the prose. As Beleg 
prepares to rescue Turin, 
Lo! black cloud drifts 
surged up like smoke from the sable North, 
and the sheen was shrouded of the shivering moon; 
the wind came wailing from the woeful mountains, 
and the heath unhappy hissed and whispered (Children I 1064-1068) 
In Silmarillion at this point the storm is described thus: "A great storm rode up out of the west, 
and lightning glittered on the Shadowy Mountains far away, as Gwindor and Beleg crept towards the 
camp" (207). Farther down, Children speaks of the "storm-riders" (Children 11319), while Silmarillion 
speaks only of "winds," "great rains," and "torrents" (208). There is something else here, seemingly 
minor, that must be noted. The storm comes from the north and later from the four corners of the earth in 
Children, but from the west in the prose. Although this seems minor, maybe something only a 
meteorologist would be interested in, it is not. The geography of Tolkien's world is theologically, or 
mythically important. Therefore a change in direction of a storm or other weather pattern could be 
important and even crucial to the background and interpretation of the story. I briefly noted above that 
the Valar lived in the West. It also needs to be noted that Morgoth lives in the North where he has delved 
deep dungeons in the mountains. The triple peak of Thangorodrim is volcanic. As suggestive as these 
locations are, however, the change in the storm's direction could just be a simple change, not one with 
mythical implications. However, there is more here than just a change of direction. There is a distinct 
change of geographical source. After Turin kills Beleg, the storm grows larger and comes upon them. 
Children says, "Then winds were wakened in wild dungeonsl where thrumming thunders throbbed and 
rumbled" (Children 11301-1302). It is not at all far fetched to equate, at least metaphorically, the literal 
dungeons of Morgoth, with the dungeons from which these thunders come. Thus, it seems that the storm 
may come from Morgoth himself. (In which case it is his own fault that his troops get lost and die in the 
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forest, since he is responsible for the violence and confusion of the storm [Children 11316-1317]). 
In the latest prose version the storm comes from the west, the home of the Valar, where Manwe 
is the lord of the winds and the air. The difference between my identification of the producer of the 
storm in the Children and my assessment here, is that in the prose some of the characters agree with me. 
Although Tolkien never authoritatively answers the question, he says, "But now in the dell beneath, the 
Orcs were aroused and all the camp was in a tumult; for they feared the thunder that came out of the 
west, believing that it was sent against them by the great Enemies beyond the Sea" (Silmarillion 208). 
The "great Enemies" are, of course, the Valar. It is difficult to answer the question of whether the storm 
was caused by supernatural power or manipulation in either the poetry or the prose, yet in the prose the 
characters believed that it was. At the very least these characters are not mechanists. If they were, they 
would not have linked the storm with supernatural power. We must also note that Tolkien makes no 
condescending remark concerning the Orcs' belief. Given the cosmology of the world he has created, the 
Orcs' assessment is a very real possibility. 
There are other events mentioned that help to corroborate the possibility that this storm is 
supernaturally ordered. After the Battle of Unnumbered Tears, in which Hurin, Turin's father, was taken 
captive by Morgoth, Turin's first sister died. People blamed it directly on Morgoth. 
"Ever will some new evil be hatched in Angband [Morgoth's fortress] beyond the guess 
of Elves and Men," they said. And in the autumn of that year, to point their words, there 
came an ill wind from the North under leaden skies. The Evil Breath it was called, for it 
was pestilent; and many sickened and died (Unfinished 58). 
Silmarillion says simply, "when she was three years old there came a pestilence to Hithlum, borne on an 
evil wind out of Angband, and she died" (Silmarillion 198). Although the account in Silmarillion is less 
certain in its accusation, the implication is still present. The supernatural does indeed interfere with the 
natural. The gods, (or demons in Morgoth's case) do things which affect Nature. 
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NATURE AND CHARACTER AS MIRROR 
Probably the most common use of Nature, beyond setting, is to mirror characters' state of mind. 
When the character is sad, it rains. When she is happy, the sun shines. This is the usual pattern. The 
story of Turin is no exception. When Hurin, Turin's father, sets out to go to battle "There came a bright 
morning" (Unfinished 65). This morning reflects the mood of the Hurin and his men. However, it fails to 
be prophetic, since Hurin is taken captive by Morgoth. (Later I will deal with accurate premonitions 
provided by Nature.) 
When Turin, as a boy, must leave his mother and go to King Thingol in Doriath, the journey is 
described thus: "Long and very weary and uncertain was the road over the dark hills of Hithlum" (Lost 
73). Certainly this reflects his mood. Not only is there some doubt about leaving his mother, there is 
also doubt about whether the journey itself will even be survived. Children says, "the ways were weary 
and woven with deceit" (Children I 175, II 346). It is difficult to say, from the text, whether the road 
itself is weary. If the road is part of Nature, it surely could be. The rocks by Ivrin were moved to pity. 
The road could very well be weary. In Children, after Beleg finds them, "Then they waked and 
wondered, for the woods were light,! and merry was the mom and the mists rolling! from the radiant sun" 
(Children II 556-558). Here Children is unusually simple. Several lines earlier, before the journey itself, 
Turin's mother " ... bade them brave the black mountains, and the woods whose ways wander to evil" 
(Children I 141-142, II 298-299). This passage, like that quoted above which describes Ivrin, is more 
complex. Nature functions as setting, and as reflection of character. 
When Turin, captured by Orcs, is drawing near to Angband, the surrounding "dark hills" are 
described as "high and gloomy and shrouded in black vapours" (Lost 78). This could easily be a 
reflection of Turin's situation, as well as a reflection of Morgoth. These hills are near to Morgoth's 
fortress. (Angband means "iron prison. ") His destructive and evil influence is seen in these hills. It is 
not just reflective of Turin. Children looks at a different aspect of these hills, a harsher one: 
they [the Orcs] haled unhappy Hurin's offspring, 
over hill and hollow to the high places, 
where the peaks and pinnacles of pitiless stone 
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looming up lofty are lapped in cloud, 
and veiled in vapours vast and sable. (Children 1704-710) 
Here the hills are "pitiless" as well as being wrapped in vapours. Once again Children shows 
more complexity. Nature reflects the Orcs, and by extension Morgoth, more than Turin (since Turin is 
not pitiless). But with that word "pitiless," Nature once again moves closer to an animate depiction. 
This is the opposite of the rocks by lvrin. Those rocks were "wrung with ruth" when Turin sang of 
Beleg's death (Children I 1661). A mechanistic concept of Nature and life would not permit rocks to 
exhibit moral qualities or emotional responses. To the mechanist rocks cannot have emotions like pity. 
In the early drafts when Beleg rescues Turin from the Orcs, he finds him sprawled on the ground, 
"face downward in the filthy mire" (Children 11133). In Silmarillion Beleg finds Turin tied to a 
withered tree. It would be difficult to claim that the mire and the tree reflect Turin's state of mind, but 
they might be. However, since they are on the edges of Morgoth's domain, their condition may simply 
be the result of Morgoth's personality and wickedness. Here, then, unless we fall back to a cosmological 
argument and say everything is divinely ordered anyway, we must be content to say that any reflection of 
mood that may be here is implicit and not explicit. 
What is particularly reflective of Turin's situation and that of his comrades is the rising 
thunderstorm that has already been mentioned above. This thunderstorm is part of the setting, reflects 
characters and plot, and is the occasion for revealing to Turin (in the later drafts) that he has killed his 
friend. Farther down I will deal more with other elements of agency that are present in Children. 
After Beleg's death, Gwindor (named Flinding in Children) leads Turin to lvrin. Turin says 
nothing the whole way there, so burdened with grief is he. Although Children goes into detail 
concerning the journey, and Nature is depicted quite as agent, the story does not use Nature to mirror 
character. Silmarillion .. on the other hand, goes into very little detail, giving only the basic path they 
took. It does, however, say that that path was "long and grievous ... while the year waned and winter drew 
on over the northern lands" (209). Once again Turin's mood is reflected by his natural surroundings, 
including the season. 
There are no more obvious mirrorings of character until Nienor awakes. Nienor, Turin's sister, 
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had "a spell of utter darkness and forgetfulness" laid upon her by the dragon Glaurung (Silmarillion 218). 
In such a state she wanders away from her rescuers, is set upon by Orcs, escapes them, and finally 
collapses from exhaustion. Silmarillion says, "[she] awoke; and it was a sunlit morning, and she rejoiced 
in light as it were a new thing" (219). As in the scene when Hurin sets out for battle, morning reflects 
Nienor's mood, but is in no way consistent with the eventual outcome. It is, in some ways, good that her 
darkness is behind her, that she cannot recall the dragon. At the same time, all her other memories are 
also lost to her, and it is precisely out of this situation that she marries her brother. 
This moment is fleeting. Soon she passes over Teiglin into Brethil, the place where she is soon 
to marry her brother: 
it seemed to her that the darkness was overtaking her again from which she had fled. But 
it was a great thunderstorm that came up from the south, and in terror she cast herself 
down upon the mound of Haudh-en-Elleth, stopping her ears from the thunder; but the 
rain smote her and drenched her, and she lay like a wild beast that is dying 
(Silmarillion 219). 
This natural event is somewhat difficult to categorize. It seems to mirror her mood to a certain 
extent. At the very least, she is affected by the storm. It also seems to predict something dire. For this 
reason it might be placed in the Nature as prophecy category that I will discuss later, and yet, Nienor is 
unaware of this prophecy. She has no premonition from this experience, unlike the other examples which 
I will also discuss later. 
The last mirroring is that of Nature after the death of Nienor. Having discovered that she is her 
husband's sister, she casts herself into the river Teiglin. Turin, upon discovering that he married his 
sister, runs by the place where she committed suicide: 
.. .10, all the trees were grown sere although it was high summer still, and noise there was 
as of dying autumn in the leaves. Withered were all the flowers and the grass, and the 
voice of the falling water was sadder than tears for the death of the white maiden (Lost 
111). 
Silmarillion says, "the leaves fell sere from the trees, as though winter had come" (225). The 
Nam goes even farther saying, "[Turin] saw that all the trees near and far were withered, and their sere 
leaves fell mournfully ... " (Unfinished 145). Nature reflects Turin's sadness and despair. Nature itself is 
sad over the death of Nienor. This is perhaps clearest in the above description of the water given from 
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Lost. Here once again, at a climactic point in the story, the depiction of Nature becomes complex. 
There is one example of character reflecting Nature. The scene is to be found in both Lost and in 
Children, but it is only within Lost that we see the reflection. Beleg is weary from searching for Turin 
following Turin's capture by Orcs. He lies back against a tree and listens to the wind: "and the moaning 
of the night airs and the creaking of the branches was full of sorrow and foreboding, and his heart 
became utterly weary" (Lost 79). It may seem that this should be included as Nature as agent, but that is 
not the case. In this passage Nature does not act in any direct way. The only thing that can be seen here 
is that Beleg's mood reflects Nature. Nature is "full of sorrow and foreboding," and Beleg becomes the 
same way. If Nature were actually the agent within this passage, that agency would be much more 
obvious. Within Children in particular, Nature as agent will almost always be seen in conjunction with a 
will or a purpose, or perhaps anthropomorphism. This will more easily be seen in the next section. 
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NATURE AS AGENT 
Nature as agent may be divided into four subcategories. The first is that of Nature having a 
profound effect on Turin himself. I have already looked at these two instances. They are the lightning 
revelation that Turin has killed Beleg, and Turin's healing at the pools of Ivrin. These were mentioned 
because they are examples even within the prose. Within Children, Nature is depicted as agent even 
more frequently, and more vividly, although with less life-changing effects. These instances can be 
divided into the other three categories of Nature as agent: first, Nature as agent affecting character, 
though in lesser ways; second, Nature acting on itself; and third, Nature acting by itself, but without a 
particular object. There are four examples of Nature minorly affecting Turin within Children. 
The first example is to be found only in the second draft of Children. When Turin, as a boy, is 
traveling to Doriath, he and his guards are lost in the woods. Children says, "the frowning fortress of the 
forest clasped them! and nethermost night in its net caught them" (Children II 476-477). Here already 
can be seen the difference between what happened to Beleg (mentioned above) and what happens here to 
Turin. With the Beleg instance, Nature is not implicated nearly as clearly as here. Here there is no doubt 
of Nature's agency. 
The second example takes place after Turin has killed Beleg. GwindorlFlinding leads him to 
Ivrin. As mentioned above, the prose does not deal extensively with their path or how they survived. 
Children goes into more detail and it is within this detail that we find Nature as agent on the small scale. 
Children says that the branches of the forest, "did greedy grope with gloomy malice! to ensnare 
their souls in silent darkness" (Children 11433-1434). Here Nature attempts to act upon them. It is 
unsuccessful in this instance because they were "by their fate defended" (Children 11439). Once again 
we see the reference to some outside organizing principle. Although none of the Valar are named, or 
even implied, we are still reminded that something is greater than Turin, and greater than Nature. 
The third example takes place as Turin and GwindorlFlinding near Nargothrond. Once again 
they are defended by fate. 
In a gloom of green there they groped forward; 
there his fate defended from flying death 
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Turin Thalion-- a twisted thong 
of writhing roots enwrapped his foot; 
as he fell there flashed, fleet, whitewinged, 
a shrill-shafted arrow that shore his hair, 
and trembled sudden in a tree behind. (Children I 1771-1777) 
Once again we have the reference to fate. Although fate is involved in both of these instances, it 
is interesting to note its role with Nature. In the first instance fate intervenes to save Turin from the 
malevolence of Nature. In this second instance, fate uses Nature to save Turin from the malevolence of 
whomever shot the arrow. The idea of Fate is an important one in the story of Turin. Everything that 
happens to him happens because of the curse of Morgoth. In some ways, fate saving him is hardly a good 
thing, since it is saving him for a worse doom. 
The fourth example of Nature as a minor agent within Turin's life is again on their way to 
Nargothrond. As Turin and GwindorlFlinding approach the secret fortress, 
every tree there turned its tangled head 
and eyed them secretly, and the ears listened 
of the nodding grasses; though noontide glowed 
on land and leaf, their limbs were chilled. (Children I 1802-1805) 
The action here is different than that of the trees that were attempting to grip their souls. The effect of 
their action, however, is just as palpable. Trees watch and grasses listen. Somehow Turin and 
GwindorlFlinding can feel this, and their limbs are "chilled." 
Animacy of trees is not unique to Children or to this story. In The Fellowship of the Ring, Frodo, 
one of the main characters, is tripped into a stream and held under water by Old Man Willow (128). The 
Two Towers describes a scene in which a fortress is under siege. The king and his knights decide to open 
the gate and storm the enemy come morning. They do so, routing the enemy before them, but when they 
come to the top of the hill and look into the valley that had been a plain, "Great trees, bare and silent, 
stood rank on rank, with tangled bough and hoary head; their twisted roots were buried in the long green 
grass" (146). The enemies cower between the king and the trees. The king and his men charge. The 
Orcs flee. "Wailing they passed under the waiting shadow of the trees; and from that shadow none ever 
came again" (147). This is no humanly contrived Birnam wood coming to Dunsinane. These trees are 
alive and have a volition of their own. 
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Nature not only acts on characters it also acts on itself, that is, elements of Nature act on other 
elements of Nature. Anyone who has watched trees bend in the wind will attest to this, but unlike our 
perception of that act, Children depicts this activity as possessing agency, as having life. 
The first examples come in Children II. When Turin and his guards are trying to get to Doriath 
and are lost in the forest, Children says that "the creaking winds! summer had vanquished" (Children II 
483-484). The winds have not simply been blowing hard, they have "vanquished" summer. Farther 
down there is a similar description, " ... grey winter! enmeshed the mountains and the moaning woods" 
(Children II 649-650). 
Other examples are to be found in Children I. One such description is just before Beleg rescues 
Turin from the Orcs. The landscape is barren; the "broken brink was bleakly fringed! with bended 
bushes bowed in anguish! from the North-wind's knife" (Children 11037-1039). Shortly afterward, 
Then a moon mounted 
and the keen radiance 
the shadows sharpened 
and slashed the slopes 
o'er the mists riding, 
of the cold moonshine 
in the sheer hollows, 
with slanting blackness. (Children I 1045-1048) 
The knife imagery used of the wind in the previous lines is used here as well. The radiance of 
the moon is "keen" and it "sharpens" and "slashes." Not only does the moon take on agency in 
"mounting," its radiance also takes on a certain amount of animation. 
A similar description is used of the sun farther down in the poem. When Turin and 
Gwindor/Flinding arrive at lvrin, they have slept, and they awake . 
... At first morning 
the white arrows of the wheeling sun 
gazed down gladly on the green hollows 
and smiling slopes that swept before them. (Children 11508-1510) 
The action here is more beneficent than that of the moon described above, but the similarities in 
function are certainly present. The moon has a keen radiance. The sun has white arrows. (In line 1702 
the same image is used except here the sun has silver arrows.) There are other similarities and 
differences of action and attitude between the sun and the moon. Whereas the moon's radiance slashes 
and sharpens, the sun's arrows "gaze gladly." Regardless of these differences, both the sun and the moon 
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as heavenly bodies act upon the various landscapes below them. In this passage the landscape at least 
reflects the attitude of the sun, even if the sun does not directly affect it. The arrows of the sun are glad, 
and the slopes are "smiling." 
There are other descriptions of the moon and the sun which again use similar terms: "the sun 
mounted! to the high heavens and hasted westward" (Children 11668-1669). Here the sun also mounts, 
even as the moon did earlier. 
In the next lines Tolkien continues to describe the scene in terms of agency. 
There builded boles of beeches ancient 
marched in majesty in myriad leaves 
of golden russet greyly rooted, 
in leaves translucent lightly robed; 
their boughs up-bending blown at morning 
by the wings of winds that wandered down 
o'er blossomy bent breathing odours 
to the wavering water's winking margin. 
There rush and reed their rustling plumes 
and leaves like lances louted trembling 
green with sunlight (Children 11511-1521) 
Three agents may be seen within these lines. Two of them, the beeches and the water plants, do 
not work upon anything, they simply carry out their processes. The wind, or the wings of thereof, works 
upon an object. We will first consider the wind. Here it is in contrast with the way the wind is earlier 
described. We have no "knife" here. We have rather a sort of Edenic, well-wishing, wind. It "wanders." 
It "breathes odours." The image is reminiscent of the "Zephyrus eek with his sweete breath" (5) in the 
prologue to the Canterbury Tales, with which Tolkien was certainly familiar. This image of the wind is 
also found in Gawain and the Green Knight, of which Tolkien did a translation. 
After the season of summer with its soft breezes, 
When Zephyr goes sighing through seeds and herbs, 
Right glad is the grass that grows in the open, 
When the damp dewdrops are dripping from the leaves, 
To greet a gay glance of the glistening sun. Book II section 23 
Tolkien's medieval precedent is clear. 
A little farther up in Children, the "up-bended boughs" are credited to the wind's agency. No 
explicit volition is attached to the wind in this passage, but the words used give us that impression of 
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volition. In common parlance, a modernist would say that the wind blows. The modernist would have 
difficulty describing it as doing anything else. The words "breathing" and "wandering" animate the wind. 
If these words were used of the wind outside of the realm of poetry, most people of the late twentieth 
century would probably think that the speaker was strange. We do not speak of the wind "breathing" or 
"wandering," because it does not do that, at least not to our mechanist minds. 
Another image that Tolkien uses when describing Nature as agent is that of someone riding. 
while dawn came not, 
while the storm-riders strove and thundered 
all the sunless day, and soaked and drenched 
Flinding-go-Fuilin with fear speechless 
there crouched aquake. (Children J 1318-1322) 
Later the narrator mentions 
the long-haired riders on their lathered horses 
with bit and bridle of blowing foam, 
in wrack wreathed and ropes of seaweed, 
to the thunder gallop of the thudding of the surf. (Children J 1567) 
Tolkien's depiction of the water is here very vivid, very animate. This is certainly in keeping 
with his divinely ordered, divinely maintained creation. 
Another image that is similar to riding is that of sailing. Like the image of the foam riders, the 
image of the moon given in Children J, lines 2088-2094 could be taken literally. 
Lo! the Silver Wherry, 
the sailing Moon with slender mast, 
was filled with fires as of furnace golden 
whose hold had hoarded the heats of summer, 
whose shrouds were shaped of shining flame 
uprising ruddy o'er the rim of Evening 
by the misty wharves on the margin of the world. 
The cosmology of Tolkien's works compels us to take this image literally. Within Tolkien's 
stories the sun and moon are the last of the lights to give light to the earth. The first was a pair of pillars, 
one at each extremity of the earth. These Morgoth cast down into the Sea. The second was a pair of 
trees. These Morgoth and Ungoliant (a massive spider) sucked dry. The third and last lights are the sun 
and the moon. In them the Valar were able to preserve some of the light from the Trees. 
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Aule [the smith-god] and his people made vessels to hold them and preserve their 
radiance: ... These vessels the Valar gave to Varda [the Lady of the Stars], that they 
might become lamps of heaven, outshining the ancient stars, being nearer to Arda 
[Earth]; and she gave them power to traverse the lower regions ofllmen [part of the sky], 
and set them to voyage upon appointed courses above the girdle of the Earth from the 
West unto the East and to return (Silmarillion 99). 
This alone may not be enough to prove that we are to take the "Silver Wherry" literally, since the 
word "vessel" need not refer to ships. However, the Valar command other angelic beings to guide these 
vessels on their appointed courses. The Moon could very easily be a ship. The morning star is literally a 
ship. "But they took Vingilot [the ship], and hallowed it, and bore it away through Valin or to the 
uttermost rim of the world; and there it passed through the Door of Night and was lifted up even into the 
oceans of heaven" (Silmarillion 250). An early drawing by Tolkien of the world, has the world itself 
represented as a ship. (Lost I 12). Ships and their imagery also play an important role in other stories. 
Again, given Tolkien's cosmology, the Moon may very well be an actual ship. 
Further examples of Nature as an agent acting upon itself are present in the texts. There is a 
descriptive passage shortly after Turin's arrival at Nargothrond. It speaks of "the wan waters that washed 
unsleeping,l nightshadowed Narog, the Gnome-River" (Children 12066-2067). It is an intriguing thought 
that waters would wash the river. In reading this section I presumed that the waters would wash the 
rocks or the shore. Not so. Somehow we have here an action that is almost reflexive, as the river seems 
to wash itself. 
until 
During Turin's stay at Nargothrond he ventures forth to wreak vengeance on Morgoth's minions 
winter waxed wild and pathless, 
and biting blizzards the bare faces 
lashed and tortured of the lonely tors 
and haggard hilltops (Children 12117-2120) 
Before this, in the same section as the description of the moon as a "Silver Wherry," "the western 
galesl the leaves loosened from the labouring boughs" (Children 12083-2084). Once again the wind is 
depicted as an agent. It is perhaps the most obvious depiction to use, even to mechanist thought. 
Within these two passages, we have examples of Nature acting without a direct object. This is 
the fourth category of Nature as agent that I have listed above. Within the passage about the beeches, the 
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wind, and the rushes, there are two Natural items which act without objects; the beeches and the water 
plants. The beeches "march." The reeds and rushes bow (lout) their "plumes" and branches. If we look 
closely into this passage we see even more of Nature as organic. Seeing Nature as agent in these lines is 
simple, but there is more here than just agency. There is hierarchy, and this hierarchy is like human 
hierarchy. The beeches are robed and march in majesty. The water plants bow their plumes. I have 
already noted this action, but we must see the hierarchy here. To whom or what are the plants bowing? 
For whom or what are the trees marching? The wind. The entire scene is reminiscent of the entry or 
arrival of a king, or at least a lord. All the nobles are dressed in their very best. All the commoners and 
peasants bow low and tremble before the sovereign. This brings out a hierarchy of Nature. The wind is 
the king or lord. The trees are noble. The reeds and rushes are common. 
To a medieval mind this is obvious. All of creation was hierarchical. The precise hierarchy 
might very from place to place, time to time, and even person to person, but the crucial item was not the 
exact placement of every portion. The important thing was that Nature was ordered hierarchically. 
Tolkien, in his depiction of the relation between the wind and the vegetation, brings out not only the 
organic, animate quality of Nature, but also its hierarchy. 
To continue with Nature as an active agent, but without a direct object, we return to the 
beginning of the poem. There are numerous examples throughout the poem, examples entailing simple 
phrases and clauses. We read of "brooding pines" (830), of tree branches "complaining" (772), of "roots 
writhing coiled" (912), and of "thronging trees" (1734). These are simple examples. There are many 
more. There are others which, like the trees and the water plants in 1511-1521, are part of larger 
descriptions. The most dramatic of these is, as could perhaps be guessed, when Beleg rescues Turin and 
is himself slain. The storm that occurs at the same time as this event has already been mentioned, and 
dealt with briefly as a contrast to the description of the same event in Silmarillion. This time, rather than 
simply contrasting the animate quality of Nature with that in the other version, we must look more at that 
animate agency. The passage runs thus: 
Lo! black cloud drifts 
surged up like smoke from the sable North, 
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and the sheen was shrouded of the shivering moon; 
the wind came wailing from the woeful mountains, 
and the heath unhappy hissed and whispered. (Children 11064-1068) 
The lines here are just packed with Nature as an animate agent. The moon is "shivering." The wind is 
"wailing." Everything from the top of the sky down to the earth is active in this scene-- clouds, wind. 
Moon, and the heath. Even those items which are not mobile are somehow active. The heath hisses and 
whispers. There is no blatant object to any of the actions given in these lines. A little above these lines 
is the part that describes the bushes being in anguish from the North wind's knife (1038-1039). Here 
there is no such direct treatment, yet we are left with a no less moving image of the scene. 
We see this animacy again when this same storm finally breaks, right after Turin has slain Beleg. 
Then winds were wakened in wild dungeons 
where thrumming thunders throbbed and rumbled; 
storm came striding with streaming banners 
from the four corners of the fainting world; 
then the clouds were cloven with a crash of lightning, 
and slung like stones from slings uncounted 
the hurtling hail came hissing earthward 
with deluge dark of driving rain. (Children 11300-1307) 
When the storm dies down, 
The dusty dunes of Dor-na-Fauglith 
hissed and spouted. Huge rose the spires 
of smoking vapour swathed and reeking, 
thick-billowing clouds from thirst unquenched, 
and dawn was kindled dimly lurid 
when a day and night had dragged away. (Children 11326-1331) 
The first example and the one that is unarguably agential is that of the storm. It comes "striding." 
An image of battle is given. The storm is like a king going to war. He is bold and his banners are 
streaming. The hail hisses, as did the heath earlier, as does the plain later. When the storm calms down, 
the dunes hiss and spout, another example of Nature as an agent. Their thirst is unquenched. This is not 
a mechanist depiction. This is Nature that is alive. The name of the plain is Dor-na-Fauglith (1326), 
which means "Land of the Gasping Dust." A mechanistic depiction could not have dust gasping. 
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The other items in the lines add to the vividness of the scene, but most of these are acted upon by 
some unstated agent. Presumably the storm itself acts so that the hail is slung, the clouds are cloven, and 
the dawn kindled. As stated above, it could also be due to the action of Morgoth or Manwe. This leads 
us to the discussion of Nature as object, or Nature manipulated. 
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NATURE AS METAPHYSICS 
Within the medieval world-view Nature is not primarily acted on by impersonal forces (gravity, 
centrifugal force, motion, time, etc), but by personal ones. This is not to say that medieval people were 
not conscious of these laws. A medieval peasant was well aware that when an object was let go it fell. 
But this was not as important to him as the personal reason behind what we would call gravity. He also 
knew that he would fall if placed in the same situation. Nature is not separate from man. Nor is man 
separate from Nature. They are both part of the same organism. It is true that man can act on nature, but 
man himself is subject to the same forces that Nature is. These forces, however, are personally derived. 
A Creator made them and sustains them. The supernatural is not divorced from the natural. As a matter 
of fact, the supernatural intervenes quite regularly. 
Nature as a Hierarchical 
As mentioned above it is at least clear that the Valar have some control of Nature. I have already 
noted instances where their influence is obvious; the healing powers of lvrin, the dreams that come to the 
elves up rivers and streams, and the oft-mentioned thunderstorm which the Orcs (in Silmarillion) 
attribute to the Valar. This is an obvious example and demonstration of the supernatural intervening in 
the natural. There are others that are not so obvious. The hierarchy of Nature has already been 
mentioned but must be brought up again. In the section concerning Nature as agent acting on itself, it is 
also obvious that Nature is there as object. Although Nature as object may have been mentioned 
peripherally in these passages, I have not focused on it. I shall now refocus our attention on the object 
element of those passages, but I shall only do so briefly. There is no need to rewrite and requote all the 
details. What is important is to see the hierarchy of these passages. The more elements of Nature which 
are higher on the hierarchy act on those that are lower, and the lower ones respond to that action. 
In these passages summer has been "vanquished," and the woods and mountains have been 
"enmeshed" (Children II 483-484,649-650). In another passage bushes are bowed by the north-wind IS 
knife (Children 11038-1039). When the moon comes out the hills are "slashed" (Children 11048). 
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In passages that have not yet been mentioned "the Shadowy Mountains ... bend humbled," 
(Children 11461-1462), the snow, sleet, and rain are "cast to earth" by the "glowering heavens" 
(Children 12103-2105). 
Hierarchy occurs in all of the examples noted above, but the last two are obvious. The bushes 
are "bowed," and the mountains "bend humbled" (Children 11038,1461-1462). This use of language 
implies hierarchy. One does not bow, one is not humbled, without having someone to bow to or be 
humbled by. As with other areas that have been noted hierarchy occurs in the poem, but not in the prose. 
Although all of these examples may show Nature as some sort of object, it is an animate object. This is 
not some thing being affected by impersonal forces. This is a living entity being controlled, or 
manipulated, or responding to a higher power. Within the hierarchy this higher power need not be 
divine. In some cases it is simply the wind, but it is a higher power. If it were not, the rushes would not 
bow to it. The first quotes are just as hierarchical. To be "vanquished," or "enmeshed" one must be less 
powerful that whatever or whoever is doing the vanquishing and enmeshing. One must be lower on the 
hierarchy. 
This is all fine and dandy to bring out hierarchy over and over again, but there can be hierarchy 
without any reference to anything supernatural. It would be possible to posit hierarchy but to deny that 
supernatural powers had anything to do with that hierarchy or that supernatural powers were themselves 
ordered hierarchically. One could posit some sort of Deistic evolution. This is not possible in Middle-
Earth. We have already seen that the Valar intervene in the created order. What we need to see is that 
this hierarchy is part of the created order. Nature is ordered in the same way the Valar are ordered. In 
fact, everything is fundamentally hierarchical. Hierarchy underlies all of reality. The natural and the 
supernatural are not separated. They are both created to fit into the same pattern. 
Within Tolkien's hierarchical cosmology there are several types of beings. They are here listed 
in order of their supernatural or spiritual powers: first is lluvatar (God, the All-Father); second are the 
Valar (the gods or angelic beings); third, the Maiar (the lesser gods or lesser angelic beings); fourth, the 
Elves, fifthly are the Men, Dwarves, Hobbits, Ents, Orcs, Trolls, and other rational beings. These are 
ordered according to their physical substantiality, the types of power which are theirs by nature, and 
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rationality. After these rational beings come the animals, then the plants, and then the rocks and other 
such items. But within this large hierarchy, there are smaller hierarchies, and these hierarchies are all the 
same in their basic structure. 
There is always one ruler over all of a given domain. Iluvatar rules all everything. Beneath him 
the Valar rule Arda (the Earth). But the Valar themselves are ordered hierarchically. Manwe and Varda 
rule over the rest of the Valar. The elves have a high king. Under him are other kings. Under them are 
nobles, including kings who are men. Under the kings of men are their particular nobles. Everything is 
ordered hierarchically. Even Morgoth's minions are ordered hierarchically. Morgoth is a fallen Vala. 
His chief assistant is Sauron, a fallen Maia. Below him are other fallen Maiar, called Balrogs. Beneath 
them are dragons, and beneath the dragons are the Orcs and the Trolls. Beneath them are the captives 
and the slaves. Everything is hierarchical. What is important to see here is that there are not separate 
rules for the natural and the supernatural. Both function by the same rules. Actually it is misleading to 
refer to them as "both." That word divides and connotes two different things. In the medieval mind the 
natural and the supernatural are more of a continuum than a dualism. As all things, with the exception of 
God, are part of creation, all things operate, or should operate on the same principles. 
Nature and Morality 
Discussing the medieval view of nature, Carolyn Merchant says, "Descriptive statements about 
the world can presuppose the normative; they are then ethic-laden" (4). When I say that all things should 
operate on the same principles, I am making an ethical, moral claim. Merchant says only that description 
"can presuppose the normative" not that they always do. The question that arises then, is this: Does 
Nature in this story have moral implications? In other words, is there a moral dimension to Nature. Does 
this hierarchy thing imply some sort of moral order? The answer is yes. Within the story of Turin we 
can see that whenever the hierarchy is broken disaster results. Turin denies the pardon of Thingol after 
the accidental death of Orgof/Saeros. As a result his quality of life goes down. He ends up an outlaw 
instead of a prince. When the elves of Nargothrond listen to Turin rather than to Orodreth their king, the 
realm eventually falls. Ulmo sends warning, tells them to thrown down the bridge that Turin has built. 
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Turin refuses to listen, the Elves side with Turin, and their stronghold falls to servants of Morgoth. It is 
also, perhaps, due to Turin's usurpation of power in Brethil that the wood men's village is broken up and 
the people flee. 
Yet this is all the actions of people and not the actions of Nature. Does Nature ever disobey the 
hierarchy and thus prove that it has a moral dimension to itself? No. Nature always acts in accordance 
with the hierarchy. It does not disobey. But we must remember that to the medieval mind the natural and 
supernatural cannot be wholly separated. Turin's actions are wrong, but Turin himself is a part of 
Nature. He is part of the cosmic order. Nature, was created before man, and therefore provides a pattern. 
When this pattern is broken disaster results, regardless of who or what breaks the pattern. 
There is another moral dimension to Nature. How it is used or controlled has moral implications. 
If Nature is at the lower end of the hierarchy, then those above it have responsibilities towards it. When 
those responsibilities are abused or ignored, disaster results, and Nature is effected. 
What I have not discussed yet is how creatures or beings, other than the Valar, manipulate or 
control Nature. One means they might use to control or manipulate Nature is magic. Magic is probably 
the most obvious means, particularly within a work of fantasy fiction. So I will look into this. To do so I 
will have to briefly investigate Tolkien's idea of power and magic. 
As has been mentioned, within Tolkien's cosmology there are different types of beings arranged 
hierarchically. Part of this order has to do with inherent magic, or supernatural power. What it is 
important to note is that Tolkien's characters do not learn to use magic. In the movie Star Wars, Luke 
Skywalker learns how to use magic (called the Force). It is something which is outside him and is inside 
him and which he needs to learn to tap into. This is not at all the case for Tolkien's characters or his 
conception of magic or power. For Tolkien, magic is something which is part of your nature. Within 
Middle-Earth the only mortals who attempt magic are able to because they are given Rings of Power 
which are themselves invested with magic. As it is magic coming from the evil Sauron, these men are 
quickly corrupted and become the Ringwraiths (Cf. A Shadow of the Past, The Fellowship of the Ring). 
In Middle-Earth, magic is not something that you learn. You cannot gain magic by studying arcane 
methods. You either have magic as a part of your being or you do not. Elves are the last beings in the 
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hierarchy that have magic, with the possible exception of dragons, since dragons have the power of 
hypnosis. Magic, supernatural power, can effect Nature, because that power itself is "natural." It is part 
of the created order. 
The first beings to use magic in the manipulation of Nature are, of course, the Valar. It is they 
who are put in charge of developing the blueprint of the earth after its conceptual creation. Morgoth, 
goes against this plan and tries to seize power himself (breaking the hierarchy) and destroy everything 
that the Valar make. He continues to warp and destroy throughout the years and into the story of Turin. 
(Let us not forget that it is due to Morgoth's curse that all this happens to Turin.) The warped creatures 
of Morgoth, Orcs, Trolls, and dragons, continue to destroy Nature, following their lord's example. A 
specific example of this within the story of Turin is the desecration of the pools of Ivrin by Glaurung. 
Ulmo had blessed the waters and given them their healing powers. Glaurung despoils them of that 
power. He has broken the pattern that the Valar have set up. 
There is another scene in which Glaurung manipulates Nature. This occurs when Morwen 
(Turin's mother) and Nienor, guarded by elves, go to find Turin after the sack of Nargothrond. They have 
crossed the river Narog and are approaching the ruins of Nargothrond. "But Glaurung was aware of all 
that they did, and he came forth in a heat of wrath, and lay into the river; and a vast vapour and foul reek 
went up, in which Mablung [the leader of the group] and his company were blinded and lost" 
(Silmarillion 217-218). 
Glaurung is not human. He is a dragon. Yet he must not be seen as Nature acting on Nature. 
This is apparent when we read Tolkien's description of him in Lost: "Now those drakes and worms are 
the evillest creatures that Melko [Morgoth] has made, and the most uncouth, yet of all they are the most 
powerful, save it be the Balrogs only. A great cunning and wisdom have they" (Lost 86). These dragons 
then, including Glaurung, are not in the same category as the wind or the trees, or even animals. Are they 
animals? Yes; that is, they are creatures. They are bestial, but they are cunning and deceitful. They are 
as rational as is man. And so we must consider Glaurung and his action in this light. 
It is obvious just from the passage that Glaurung is intelligent and knows exactly what he is 
doing. He knows his strength and the nature of his body and he uses that against his enemies. By putting 
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his hot dragon body into the river he causes a steam to rise. This steam is so thick that everyone gets lost. 
It is a deliberate, and cunningly planned attack. At the same time that it bewilders the senses of his 
enemies, it also provides him with a sort of smoke screen. As a matter of fact Mablung passes right near 
to him and doesn't even notice (Unfinished 117). Glaurung here does not use magic. The only magic 
power he has is hypnosis. His actions here are the actions of a crafty being using his knowledge of his 
physical properties and those of water in order to confuse his enemy. There are also places that speak of 
the destruction that Glaurung brings to the regions he passes through. Evil beings destroy that which has 
been created, whether that is the hierarchy by which all things operate, or the physical creations 
themselves. That destruction may take place through the use of magic or not. What is important is that 
the being is violating a creative norm. 
Dwarves, Elves, and Men also work on, control and manipulate Nature. Some examples within 
the story of Turin are the delvings of the dwarves in Amon Rudh, and the delvings of the elves in 
Menegroth and Nargothrond. In these instances Nature is being manipulated, formed into something 
which will serve as shelter and give aesthetic pleasure to its inhabitants. This is in contrast to the 
destruction wrought by Morgoth and Glaurung. This manipulation of Nature is a care-taking. In The 
Lord of the Rings when Gimli the Dwarf finds a vast and amazing cavern, he wishes to return to it with 
more dwarves. His friend, an elf, is worried that so many dwarfs would ruin the natural beauty of the 
place. 
"No, you do not understand," said Gimli. "No dwarf could be unmoved by such 
loveliness. None of Durin's race would mine those caves for stones or ore, not if 
diamonds and gold could be got there. Do you cut down groves of blossoming tress for 
firewood? We would tend these glades of flowering stone, not quarry them. With 
cautious skill, tap by tap-- a small chip of rock and no more, perhaps, in a whole anxious 
day--so we could work, and as the years went by, we should open up new ways, and 
display far chambers that are still dark, glimpsed only as a void beyond fissures in the 
rock. And lights, ... " (The Two Towers 153). 
This is the type of manipulation that is taking place in the caverns of the elves and the dwarves, 
in Amon Rudh, Menegroth and Nargothrond. This also is not magic. It is the care-taking of a living 
thing by skilled artisans. The use of Nature in these examples is according to the norms that have been 
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set up. This is a moral use of Nature. 
There are very few other passages in which characters within the story manipulate Nature. For 
some reason, although Nature-altering magic occurs in other tales, it does not occur here. The main 
characters of Children are mostly human, and magic by them is out of the question. The Girdle of 
Melian is mentioned, that protective barrier that surrounds Doriath, but that is the act of a Maia (a lesser 
angelic being) who has married an elf. The forming of that barrier has already taken place in previous 
stories, and is therefore already familiar in the story of Turin, and is not brought up as an action within 
that story. 
Turin, as has been mentioned, manipulates Nature with his lament for Beleg. This is no magic. 
This is simply the response of an animate, organic creation to the sorrow of a man. The rocks are "wrung 
with ruth" (Children 11661). As has also been stated, this event is not given in this much detail in the 
prose versions of the tale. It remains one of the most moving and vivid sections of Children. 
Something further to note is that hierarchy enters into the manipulation of Nature. The amount 
of that Nature may be effected, for good or evil, by given being is dependent upon that being's power and 
place within the hierarchy. Morgoth lays waste to vast sections of land. Melian protects an entire forest. 
As in medieval thought, Nature is vast. Therefore it is only vast and great powers that can drastically 
alter the whole of creation. 
The other examples of Nature being manipulated occur in Children. These are actions that 
presumably involve the Valar: "the early stars were opened pale" (1398), "twinkling pale/ ice hung 
evening was opened wide" (2109-2110). Nowhere does the immediate context state who the agent is. 
Somebody must be opening the stars and the evening. The poem also states that "the sickle of the moon 
was silver tilted o'er the wan waters" (Children 12064-2065). Someone must be tilting the moon. 
Presumably this is the task of Varda, the Vala in charge of the lights of heaven. Again, we cannot be sure 
of this, but given the cosmology which operates within this world, it is quite probable. 
What is crucial in all of this is that Nature is ordered the same as all of creation. Put differently, 
creation is more than just physical creation. Creation includes order, morality, and norms, and these 
things do not differ from being to being or item to item. In The Two Towers one of the main characters 
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things do not differ from being to being or item to item. In The Two Towers one of the main characters 
states, "Good and ill have not changed since yesteryear; nor are they one thing among Elves and Dwarves 
and another among Men" (41). 
As has been stated earlier, all of creation, including Nature, is linked together. It is part of the 
same organism. The same morals, norms, and hierarchical order apply to all. Because all things are 
related one to another, because the supernatural intervenes directly in physical life, that which is physical 
is not just physical. This has already been seen in the discussion of Nature and morals above. Physical 
Nature is not only that. A tree is not just a tree. It has a moral dimension to it. That which is unseen is 
at least as important as that which is seen. Walter Scheps, in an essay entitled "The Fairy-tale Morality 
of The Lord of the Rings," states, "what are to be trusted in The Lord of the Rings are precisely those 
sources of information which are not empirically verifiable ... " (A Tolkien Compass 49). Tolkien 
himself states as much in "On Faerie Stories." "For my part I cannot convince myself that the roof of 
Bletchley Station is more 'real' than the clouds. And as an artefact I find it less inspiring than the 
legendary dome of heaven" (The Tolkien Reader 62). Notice that within this quote he moves from the 
most substantial article to the least, from roof to clouds to heaven. There is more to the physical world 
than physical properties. If only physical properties were important, the roof would be more "real" than 
"the dome of heaven." 
Because there is this other dimension to physical Nature, Nature may indicate to its 
observer more than just its physical properties. A scene in The Two Towers is a good example. Three of 
the main characters have met with some new people and are discussing their companions, who are only 
fairy-tale beings to the people they have just met. One of the new people says, 
"Do we walk in legends or on the green earth in the daylight?" 
"A man may do both," said Aragorn [one of the main characters]. "For not we but 
hose who come after will make the legends of our time. The green earth, say you? 
That is a mighty matter of legend, though you tread it under the light of day" (37)! 
Erickson says of medieval people, "Their sight was different from ours in kind; accepting a more 
inclusive concept of reality, they saw more than we do" (29) This brings us to the final consideration of 
Nature as metaphysical. 
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Nature as Premonition 
Children actually has very little premonition. Some of this may be attributed to the fact that the 
premonitions in the prose occur at a point of the narrative beyond the extent of the poem. There are two 
premonitions in Children, but these are much more in the way of circumstance. The first is on lines 
965-966 in Children I. As Beleg draws near to the camp where Turin is held captive by the Orcs, "Then 
beat in his breast, foreboding evil,! with dread unwonted the dauntless heart! of Beleg the brave." The 
second example is only a little farther down. In rescuing Turin, carrying him away from the Orc camp, 
Beleg gropes along the ground in the dark. Dailir, "his dart beloved" (Children 11080), shot earlier at 
wolves, pricks his hand. He then sees the dart "in fragments twain,! and with barbs bended: it broke at 
last! neath his body falling. It boded ill" (Children 11190-1192). These are both premonition or omen 
by circumstance, and are not really related to Nature, but they pave the way for premonition within 
Nature. If a manufactured dart can presage a disaster, surely created Nature is able to do the same. 
The premonitions from Nature have a profound impact on the main characters, namely Turin and 
his sister Nienor. The first example is given when Turin is living with the outlaws. Beleg has found him 
and has told him that Thingol has granted pardon if he will return to Menegroth. Turin in his pride, turns 
down the offer. At their parting Beleg makes one more plea that Turin return with him and that they 
once again fight side by side. Turin refuses. Beleg says that if Turin wants to see him again he should 
look for him on the borders of Doriath. "Then Turin looked westward, and he saw afar off the great 
height of Amon Rudh; and unwitting of what lay before him he answered: "You have said, 'seek me in 
Dimbar.' But I say, seek me on Amon Rudh! Else this is our last farewell" (Silmarillion 201). 
Shortly thereafter Turin and his outlaws capture a dwarf and force him into showing them his 
hideout. It is inside Arnon Rudh. As they draw near to the hill a second premonition occurs. 
As the afternoon was waning the outlaws drew near to the roots of the hill. They came 
now from the north, for so Mim [the dwarf] had led them, and the light of the westering 
sun fell upon the crown of Amon Rudh, and the seregon was all in flower. 
"See! There is blood on the hill-top," said Androg. 
"Not yet," said Turin. (Unfinished 99). 
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It is here, upon Amon Rudh, that Beleg once again finds Turin, jut as Turin unwittingly foretold. 
It is also upon this hilltop that Turin is betrayed to the Orcs. "some fleeing by an inner stair came out 
upon the hill-top, and there they fought until they fell, and their blood flowed out upon the seregon that 
mantled the stone" (Silmarillion 206). The same flower that earlier looked like blood, now is covered in 
blood. Androg and Turin were right. 
Following this capture is the rescue of Turin by Beleg, and Beleg's consequent murder. For some 
reason the premonitions involving Beleg's heart and arrow which are mentioned in Children, are 
completely absent from the prose story. Christopher notes this, but gives no explanation for it. 
(Beleriand 53-53). 
The final and perhaps the most moving example of Nature as premonition is just after Turin finds 
Nienor. He wraps her in a cloak and takes her to a lodge nearby. The next morning he and his men make 
their way back to their village bearing Nienor with them, "but when they came to Dimrost, the Rainy 
Stair, where the tumbling stream of Celebros fell towards TeigIin, a great shuddering came upon her, 
wherefore afterwards that place was called Nen Girith, the Shuddering Water" (Silmarillion 220). The 
Nam adds that "they could not warm her or comfort her" (Unfinished 123). Later, when Glaurung 
removes the spell and tells her that she has married her brother and is bearing his child, she casts herself 
into the river Teiglin. The revelation of who she is and who her husband is comes to her at Nen Girith, 
where she shuddered and could not be comforted. The site of her suicide was by the same river, only a 
little downstream. We still sometimes speak of someone walking over our grave when we get a chill 
down our backs. Nienor walked over her own grave. 
All of this premonition seen in Nature is not to say that the characters would have denied the 
physical properties of Nature. As Erickson states, "they saw more than we do" (29). She goes on to say, 
"Their perceptual range was broader than ours. They were aware of more possibilities, because they 
were less inclined to dismiss any of them as unimaginable" (30). 
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CONCLUSION 
I have dealt briefly with Tolkien's life, and with his work and passion for medieval texts, as well 
as for his own works. In order to determine whether his depiction was a medieval one, I have examined 
the depiction of Nature in the story of Turin Turambar by means of various aspects: Nature as setting, 
Nature and character as mirror, Nature as agent, and Nature as metaphysical. The main features that 
scholars (Erickson, Merchant, and Lovejoy) have found to be significant in the medieval world-view are 
four: the universe was created and runs according to the divinely created order, Nature is hierarchical, 
the supernatural and the natural are not divorced the one from the other, Nature is animate. This last one 
is perhaps the most crucial as it is the most different from the modem mechanistic view of Nature. The 
other two points are held by various and sundry groups to greater and lesser degrees still. The third point 
is less common. To the medieval mind, Nature, indeed all of creation, was inherently invested with some 
sort of animacy, regardless of its cognizance. Self-awareness, or ability to reproduce. To the mechanist's 
mind Nature is like a machine that runs without reference to anything but itself. 
Tolkien's depiction of Nature is an interesting one given his cultural context. I have noted that he 
lived during what is now known philosophically as the "modern" era. His writings however reflect the 
medieval view much more frequently than the modern view. I have shown this to be the case within the 
story of Turin. Within each role that Nature plays in the story there is some evidence of animacy. 
Within the poem, that animacy is even more prevalent, so much so that I have refrained from listing all 
the examples within this paper simply because they are so numerous. The prevalence of this "living" 
depiction of Nature within Children is one of the qualities which for me make it more gripping and vivid 
than the prose renditions of the same story. 
Did Tolkien really believe Nature to be the way that he depicted it in his story? Although this is 
a natural question to ask, it is outside the scope of this paper. And yet, after reading all the above 
passages about Nature, I do not find it surprising that he himself, in the footnote of a letter that he wrote, 
defines Nature as "the soil and other living things, plants and animals" (Letters 158). 
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